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Gru'po de los Cuatro make use of actual airs of the people only when mak-
ing arrangements labeled as such, as for instance Sones Mariachi by Bias
Galindo. More literal is the procedure applied by Luis Sandi, who leaves
the Indian themes unadorned, adding nothing to the basic pentatonic
melodies. Vicente T. Mendoza and Geronimo Baqueiro Foster are pri-
marily concerned with the authenticity of the melo-rhythmic structure of
the airs and dances they use for instrumental arrangements.

Candelario Huizar records his childhood memories in a symphonic
sketch, PueblerinaSy by quoting old Indian songs, and Jose Rolon follows
the same procedure in his symphonic poem entitled i<?p5, a year when
he was a child. Manuel Ponce, in his symphonic triptych, Cha'pulte'pec,
presents Mexican folklore in the Gallic dress of Impressionist writing.
In varying degrees, Juan Leon Mariscal, Estanislao Mejia, Pedro Mi-
chaca, Bernal Jimenez, Miguel Meza, and Jimenez Mabarak resort to
the natural music of the people for their inspiration. Alfonso de Elias
sentimentalizes the Mexican themes, while Arnulfo Miramontes submits
them to the process of formal counterpoint.

Rafael Tello makes use of folklore in order to lend an air of authen-
ticity to his operas and symphonic poems based on historical subjects.
Jose Vasquez makes occasional reference to Mexican folklore in his
character pieces. Hernandez Moncada, though professing to write abso-
lute music, borrows native rhythms in the Finale of his Symphony. Jose
Pomar, the Futurist of Mexican music, does not deem it unprofitable to
make transcriptions of popular dances. Even Julian Carrillo, the re-
doubtable champion of quarter-tones, delves into folklore when writing
in the tempered scale.

Such is the diversified panorama of Mexican music. Carlos Chavez
has summarized this diversity in a terse statement: "The music of the
Indians is Mexican music 5 but also Mexican is the music of Spanish
origin. It is quite proper to regard even the native Italianized operas or
the Germanized symphonies as Mexican. However, the state of being
Mexican does not necessarily imply high merit. Only when Mexican
music attains quality, does it become true national art."
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Rafael ADAME (1906------) studied the guitar and the violoncello.

Adame was the first Latin American musician to write a concerto for the
guitar and orchestra. He performed this concerto in Mexico City, as a
soloist with a symphonic ensemble, on February 5, 1933. On July 28,